place at the University of Sydney in 2004, Johnston's insider views of the rehearsal form the basis for his subsequent, philosophical reflections on 'performance-making as a process of truth-discovery'. In brief, getting closer to practice, to the physical, sensory, embodied explorations between the performers in the rehearsal room, allows him to think philosophically about how it is that 'theatre space can be a distinctive kind of place where truth can be revealed when combined with the creative vision of theatre practitioners'.
Filmer and Rossmanith argue that the creative labour that takes place in 'offstage spaces' has not received the academic theatre attention it deserves. In their shared view, what this critical neglect overlooks is the valuable way in which this unseen labour is seminal to not only 'the making of theatrical performance but also the making of theatrical performers'. Their discussion is grounded in months of fieldwork carried out in theatres in Sydney: in their placed observations of practitioners in rehearsal and backstage spaces. To make critical sense of their accumulated inside knowledge of the day-to-day practices of performers, Filmer and Rossmanith address their ethnographic theatre research via the notions of 'orientational metaphor, tactical inhabitation and training zones'. Although these backstage enquiries are very different to Johnston's in terms of both critical apparatus and theatre subjects, to consider these articles side by side is to emphasize the importance each attaches to opening up rehearsal rooms and backstage spaces as important sites of enquiry into 'space and actor formation'.
Questions of 'actor formation' are taken up in the next two articles, each with its own specialist interest in understanding the 'making' of the performer. David Kornhaber turns to philosophy to enquire after the issue of selfhood prominent in a range of twentieth-century theatre and performance traditions. Opening with attentions to ideas of selfhood touched on by Forced Entertainment director Tim Etchells, and working back through Philip Auslander's critique of logocentrism, Kornhaber moves to argue Nietzsche's philosophy of performance and selfhood as a means to understanding 'a model of performance where there is only ever the refashioning and never the original self that is refashioned'. Identity issues resurface in Marlis Schweitzer's article on the vaudeville singer Harry Lauder, but in a very different way as she traces the carefully crafted construction of the artist as 'the canny Scot' in order to illuminate how and why this stereotype was mobilized in the interests of Lauder's career and in the context of early twentieth-century vaudeville. Specifically, she traces how Lauder's 'performance of thrift' served both to allay the fears 'that men, as well as women, were becoming mere cogs in the machine of corporate Broadway capital' and to endorse 'a bold spectacle of nationalist sentiment at a time when Scottish Americans were reclaiming their Scottish heritage'. Theoretically informed by Appadurai's notion of 'commodity', Schweitzer's attentions to the commodity status of the male performer serve as a valuable addition to the rich field of feminist scholarship that has worked to expose the commodification of female performers.
And, finally, from vaudeville and the Scottish American diaspora of the early twentieth century, we move to an overview of current trends in the field of Irish theatre studies. Introduced and edited by Melissa Sihra, this collaborative submission surveys the field, 'revealing the ways in which discourses of nationalism, sexuality, gender, 
